, who praised the 'virtue and philosophical temper' of Shakespeare's Brutus, his Antony's 'irregular greatness of mind', these figures portrayed 'exactly as they are described by Plutarch, from whom certainly Shakespeare copied 'em'. 3 Charting additions, omissions and contradictions, MacCallum defined the subject and the principal approach for most of the following century, culminating in the word-by-word semiotic analyses of Alessandro Serpieri;
4 but he excluded Titus Andronicus as Shakespeare's juvenilia, relegating it to the 'vestibule and forecourt of his art'.
5
Introducing the 1967 reprint of MacCallum's book, T. J. B. Spencer justly noted its importance and some deficiencies -this exclusion, the relentless emphasis on character, and the lack of any stage sense. A decade earlier Spencer's own article 'Shakespeare and the Elizabethan Romans' had begun correction by considering Titus Andronicus as authentically Roman, Shakespeare's attempt 'not to get it all right, but to get it all in', 6 and by stating (overstating, actually) that Elizabethan Romans, despite literary admiration for Cicero, were 'Suetonian and Tacitan rather than Plutarchan', 7 that is, imperial rather than republican. Spencer's fellow contributor to the same Shakespeare Survey volume, J. C. Maxwell, included Titus in his review of Shakespeare's Roman plays, though he thought, prophetically, some of it by George Peele. 8 After exhaustive review of the scholarship and the application of some twenty-one tests, Vickers, of course, has now conclusively demonstrated Peele's hand in the play, even if some contest the details. 9 John W. Velz 26 Naomi Conn Liebler has argued for Herodian's History as 'con-text' for Titus Andronicus, insisting on the hyphen to indicate a text that is not mere background but that must be read with.
27 Jane Grogan has made a persuasive case for Herodotus's depiction of the dying Persian empire as 'intertext' for Titus Andronicus. 28 Now, more than ever, 'Tutte le strade portano a Roma', 'all roads lead to Rome'.
The movement to intertextuality, along with various other critical changes that decentred the author, placed Shakespeare and his Roman plays among various competing cultural and literary discourses. Consequently, critics began to attend to other dramatic representations of Rome. In an Italian monograph, Vanna Gentili surveyed the field, focusing on Lodge's The Wounds of Civil War and Edmund Spenser.
29 Warren Chernaik called attention to other playwrights and to variant traditions in the reception of Tacitus, though he disappointingly provided a series of discrete discussions rather than integrated analysis.
30 Most perceptively, Clifford Ronan analyzed the forty-three extant English Roman plays between 1585 and 1635, demonstrating that early modern stage Romans are distinctive and extraordinary in seven areas: 'military and governmental achievements, humanistic patronage of the arts, an ostensibly king-or godlike clemency, and the powers of self-control and self-denying constantia'. These four virtues come with three vices: a pride that could become 'factiousness and a sensitivity to insult',a'fondness for rituals of superiority' and 'downright savage cruelty'.
31 Taking Shakespeare as her central point, Julia Griffin has usefully surveyed Caesar plays from 1545 to 1762 under three headings, those dramatizing Catiline's conspiracy, the civil war with Pompey, or the assassination. Seen together, Shakespeare's Roman works depict momentous political changes over almost a millennium of Roman history. Lucrece dramatizes the expulsion of the Tarquin tyrants in 509 bc and the start of the Republic, the problems of which are on full display in Coriolanus -the battles, uprisings, elections and betrayals that occurred between 491 and 488 bc. Julius Caesar portrays the events immediately before and after Caesar's assassination, 15 March 44 bc. The march of history toward Empire continues in Antony and Cleopatra with Antony's defeat in the battle of Actium in 31 bc and the prophecy of the Pax Augusta beginning in 27 bc, 'the time of universal peace' (4.6.4). Cymbeline provides perspective on that Roman Empire from the outside, from the court of the British king who died in ad 41. Titus Andronicus depicts the decay of empire and the invasions of the Goths, c. ad 300-400.
Consequently, notice of political themes has been a constant preoccupation in the critical history. Paul A. Cantor (1976) believed that Coriolanus, Julius Caesar and Antony and Cleopatra 'form a kind of historical trilogy, dramatizing the rise and fall of the Roman Republic, in a sense the tragedy of Rome itself, in which the Republic is corrupted and eventually destroyed by its very success in conquering the world'.
39
42 Virtually no one has assented to Barbara L. Parker's claim that Plato's Republic constitutes a direct source for the politics of Shakespeare's Rome; her monograph cites commonplace ideas a few verbal echoes, and then succumbs to the fallacy of misplaced specification.
43
And few have found many engaging ideas in the largely derivative monographs of Vivian 
45
It has become standard practice to discern in the Roman works topical political parallels: many compare Lucrece's concern for her chastity and Elizabeth's cult of virginity, for example, the Imperial Rome of Antony and Cleopatra and the court of James I, the civic unrest in Coriolanus and the Midlands revolts, the dreams of monarchy and nationhood in Cymbeline and those of Stuart ideology. In a sensitive and detailed reading of Julius Caesar in 1599, James Shapiro discusses many Elizabethan concerns in Shakespeare's ancient Rome: worry over assassination and succession, controversy over the calendar and the suppression of ceremonies and debate about 'the uses of the classical past, republicanism, tyranny, holiday, popularity, censorship, political spin and the silencing of opposing voices'. 46 Two challenging essays have sought wider political application. John Drakakis examines Julius Caesar as a case history in the mechanisms of power, as relevant today as it was in the Globe: the theatrical imagery exposes 'the discursive mechanisms, at the moment that it seeks to reinforce, the historical and material determinants, of political power'. The play is 'not so much as a celebration of theatre as an unmasking of the politics of representation per se'.
47 Martha Nussbaum reads Julius Caesar as profoundly antirepublican in that its Roman citizens, contrary to those in the sources, are too fickle and self-centred to govern themselves, incapable of rising to the necessary love of principles and institutions that guarantee freedom and equality for all. Shakespeare's play and his Brutus, she argues, get rewritten in the passionate republicanism of the American (1776) and Indian (1947) revolutions.
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Along with politics, religion has always fascinated visitors to Shakespeare's Rome, particularly its pagan ethos of honour, shame and fame. In a seminal essay, D. J. Gordon observed in Coriolanus Shakespeare's critical treatment of this ethos as self-destructive. 49 Glory, the principal form of immortality open to these Romans, appears here as the stinking breath of the multitude or, as Falstaff put it, 'What is that "honour"? Air' (1 Henry IV, 5.1.135) . The role of Stoicism has also been much in conversation. Shakespeare's reading of Cicero, Seneca and Plutarch, Geoffrey Miles argued, furnished the vision of constantia as steadfastness and invariability that underlies three Roman plays. 50 According to Aristotelian ethical theory, Shakespeare explores the defect of constancy in Antony, its balanced presence in Brutus, and its excess in Coriolanus -a consistent reading if a bit too schematic. Gordon Braden has sharply focused attention on the most immutably alien and pagan element in Shakespeare's Roman world, namely suicide. Lucrece, Portia, Brutus, Cassius, Antony and Cleopatra all kill themselves as climactic gestures of self-control and selfassertion (though Cleopatra, of course, is a special case). Despite Augustine's and Dante's admonitions, as well as Chapman's and Fletcher's examples in their plays, Shakespeare's self-slaughtering Romans do not consider life after death. In the case of Brutus, 'Shakespeare has cleanly excised the look to the afterlife that would have seemed authoritative in North and been nearly instinctive 52 Trapped in Augustine's Earthly City, Shakespeare's Romans are doomed to tragic failure. This study explains credibly the bleak sense of constriction in Shakespeare's Roman world but is itself too narrow and single-minded. Noting in Julius Caesar plentiful reference to contemporary religious issues, David Kaula well discussed Caesar's holy blood in Calphurnia's dream, source of 'tinctures, stains, relics, and cognizance' (2.2.89); the 'sacrifice' of Caesar and subsequent bathing in this blood strongly evoke Christian rituals.
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In a much admired essay, Stanley Cavell went further, seeing Coriolanus as competing with Christ, the 'lamb' the wolf loves or, in his view, who loves the wolf.
54 Among other parallels, he compared Coriolanus's refusal to show his wounds with Christ's showing of his wounds to Thomas, and the appearance of three women to Coriolanus to the appearance of three women at the Crucifixion 'whose names begin with the same letter of the alphabet (I mean begin with M's not with V's)'. 55 We have all learned to appreciate the mysterious operations of Shakespeare's religious memory but this seems like free association in service of over-determined Christological resonance.
In his edition of Titus Andronicus, Jonathan Bate suggestively interpreted the Goths who join Lucius's army against the corrupt city as harbingers of constitutional reform and as pre-figurations of the Protestants who effected another translatio imperii in the sixteenth century.
56 Attempting an overview, Robert S. Miola explored the clash between classical anima and Christian soul in Lucrece, the sacrament of violence in Titus Andronicus, and pagan oracle as Holy Scripture in Cymbeline. 'The drifted humanist imagination apprehends the other as other and as itself.'
57 Also discussing Cymbeline, Sarah Beckwith argued that the final reconciliation scene 'links the languages of confession, acknowledgment, and recognition to create the unprecedented peace that is the "mark of wonder" in this play, the play that harmonizes Britain with ancient and contemporary Rome'.
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Her persuasive analysis of religious language and imagery in the last scene shows the creation of a restored community and nation.
Whether classical or Christian, Shakespeare's Rome presents to most readers and audiences a world of values coded as masculine -honour, constancy, self-control, courage, virtus -a world, in other words, especially suited to the interrogation of feminist and gender criticism. Janet Adelman powerfully argued that Coriolanus's masculinity 'is constructed in response to maternal power, and in the absence of a father; ...the hero attempts to recreate himself through his bloody heroics, in fantasy severing the connection with his mother even as he enacts the ruthless masculinity that is her bidding'.
59 Coriolanus ultimately fails to construct an identity apart from his mother and dies 'helpless and unarmed, his multiply-penetrated body the sign of his mother's presence in him'. 60 Adelman writes mesmerising prose, extremely sensitive to the language of the play, but this anti-heroic reading ultimately construes Volumnia as both male and female when it suits (is she ever portrayed as multiply penetrated?); it reduces Roman virtus to compensatory phallic aggression (displaced from oral fixation), and turns Coriolanus into a helpless 'child', pathetic rather than tragic. 61 Pondering the Egyptian Queen's revulsion at 'some squeaking Cleopatra' boying her 'greatness' (5.2.216), as well as the theatrical history of the play, Juliet Dusinberre argued that productions should assert 'women's control', not weakness; the play exposes 'the performative nature of gender categories, offering us a world we can recognize'.
62 Gail Kern Paster boldly described blood as a trope of gender in Julius Caesar and argued that the assassination 'discloses the shameful secret of Caesar's bodiliness: by stabbing and displaying his body, the conspirators cause the fallen patriarch to reveal a womanly inability to stop bleeding'.
63 From ad i fferent angle, Coppélia Kahn continued this investigation, discovering a larger pattern of wounding that includes Lavinia's mutilation, Portia's stab of her thigh, Antony's attempted suicide, and Coriolanus's gashes and scars; in this copiously bleeding world she discussed the place of the women -the oppositional Cleopatra, the chaste, sacralized Lucrece and Lavinia, and the frighteningly Roman Volumnia. 64 Despite their differences these studies have all reckoned the costs and contradictions of Roman machismo and forcefully located women centrally within and without Roman walls.
Such developments in feminist and gender studies have led to new studies of early modern sexuality, the body and homosexuality that further illuminate Shakespeare's Rome. Cynthia Marshall analyzed Titus Andronicus as pornography, particularly its display of a raped, mutilated woman that pushes 'the erotics of pain, suffering, and dominance to new limits'. 65 Gail Kern Paster revised her essay on Caesar for The Body Embarrassed (1993), which explores early modern constructions of the humoral body and the disciplines of shame, and has sparked new interest in early modern blood, physiology and corporeality. Discovering a discourse of phlebotomy in Shakespeare's Rome, Belling discusses contaminated blood and bloodletting as both purge and revenge in Lucrece, Titus Andronicus, and Coriolanus. 66 Balizet examines the bleeding child, son and daughter, in Titus Andronicus and the relation of blood to domestic identity and to 'home'. 67 Hoffman argues that Coriolanus's blush acts against Galenic humoral determinism and 'motivates a process of moral consciousness and complexional reform through which his soul is purified'.
68 (This is a bit much since Coriolanus never actually blushes but only mentions the possibility twice, 1.10.69, 2.2.146). In 2010 Maria del Sapia Garbero and others published twenty-one essays in Questioning Bodies in Shakespeare's Rome, a wideranging study of what John Dee called 'anthropographie' or 'the description of man', 'both a transdiscipline and a field of enquiry imagined on the model of the new cartography'.
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The collection moves beyond the reinterrogated human body to wider scientific and philosophical applications.
Queer theory has much to address in Shakespeare's Roman works, the most baroque examples of male military eroticism, of course, appearing in Coriolanus, where Martius wants to embrace Cominius, 'In arms as sound as when I wooed, in heart / As merry as when our nuptial day was done, / And tapers burnt to bedward!' (1.7.30-2). Aufidius greets his former enemy as a newlywed anticipating the wedding night: 'more dances my rapt heart / Than when I first my wedded mistress saw / Bestride my threshold' (4.5.117-19) . He embraces Coriolanus on stage and remembers dreaming often of him, 'Unbuckling helms, fisting each other's throat' (126). In a comprehensive study of homosexual desire in the Renaissance, Bruce Smith explained that these Roman warriors assert their masculinity by bonding and competing, yet by keeping at a distance in a kind of 'communal narcissism'.
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Jonathan Goldberg wrote that Aufidius and Volumnia are 'versions of each other, lovers and enemies', that Coriolanus equates 'hetero and homo desire and its betrayal'. 'Coriolanus's career of attempted self-authorship', however, finally 'represents a desire to become a machine, to "live" in some realm that is not biological'.
71
The sensationally titled essay, 'The Anus in Coriolanus', thus dwindles to a tamely conventional conclusion. The contributors to Shakesqueer (2011) might have provided further insight into the strange concentricity of military and amorous impulses and into the undercurrents of homoerotic desire in Shakespeare's Rome had they spent more energy on the textual, critical and performance histories of the works and less on confession and self-congratulation. 72 Much more remains to be said.
Recent race and ethnic studies have also opened our eyes to the many non-Romans in and outside of Shakespeare's city and, more importantly, to the extent that city constructs its identity by demonizing and expelling outsiders. Ania Loomba noted that the dominant patriarchy of Rome casts Tamora and Aaron as 'embodiments of pure evil; the supposedly uncontrollable sexuality of women and blacks motivates their liaison'. 73 Exploring stage stereotypes of blackness, Arthur Little called Aaron additionally 'the sexually potent mastermind behind Lavinia's rape'.
74 But these and many other critics note that Rome proves to be childdevouring whereas Aaron barters his own life for his infant's. Elsewhere Loomba cites Antony Sher and Gregory Doran recalling black South African audiences identifying with Aaron, who delights in his 'coal-black' hue (4.2.98), and their boisterous approval of his defiance. 75 A Moor and a villain, Aaron complicates race distinction in Shakespeare's Rome and helps to dismantle the oppositions between civilized Roman and barbarous Goth.
